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ABSTRACT 
Penderecki's String Quartet No. 3: Leaves from an Unwritten Diary was 
commissioned by the Shanghai Quartet in 2008 and premiered at a special 75th birthday 
concert honoring the composer. The quartet is a single movement work consisting of 
four to five short sections of contrasting tempos and character. Stylistically, the quartet is 
quite representative of his chamber works since the 1990's, and stands in sharp contrast 
to the first two quartets from the avant-garde period. The purpose of this dissertation is to 
provide an historical background, formal and linear analysis, and discussion of the 
challenges of interpreting this contemporary work, which has very little performance 
precedence. 
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Chapter 1 Biography and Background 
1.1 Early Life 
KrzysztofPenderecki was a rebel from a young age. His father Tadeusz was one 
day called to school with the complaint that young Krzysztof had been defiling school 
lavatories' walls with anti-Stalinist graffiti. 1 Tadeusz Penderecki, a Polish-Ukrainian 
lawyer, managed to save his budding iconoclast son from expulsion with skillful 
advocacy. 
The Pendereckis were a family with three children living in the small town of 
Debic;a in southern Poland. Krzysztof, the middle child, was born on November 23, 1933. 
They were a deeply religious Catholic family in a town that was seventy percent Jewish 
before Nazi persecution.2 
Following some unsuccessful attempts at piano lessons, Krzysztofreceived a 
violin after World War II, thus joining the company of his father Tadeusz, an amateur 
violinist, and several uncles who contributed to a lively musical household.3 At first, 
Krzysztof considered becoming a professional painter, but then settled on a future in 
1 From Penderecki's principal biography: Wolfram Schwinger, Krzysztof Penderecki: His Life 
and Work, trans. William Mann (London: Schott & Co. Ltd, 1989; orig. publ. Penderecki: 
Begegnungen, Lebensdaten, Werkkommentare, Deutsche Verlags-Anstalt GmbH, Stuttgart, 
1979)), 17. 
2 Robert Everett-Green, "Penderecki grows an unfinished symphony of trees," The Globe and 
Mail, January 30,2010, Weekend Review, p. R14. 
3 Schwinger, Penderecki, 16. 
1 
music, under the influence of Stanislaw Darlak, the energetic local military bandmaster 
and Krzysztof s first violin teacher. 4 
In 1951, Penderecki left his rural town for Krakow, where he busily absorbed 
philosophy, Greek and Latin classics, and other extra-curricular pursuits, which the 
cultural capital ofPoland provided in abundance. 5 Meanwhile, he continued private 
violin lessons with Stanislaw Tawroszewicz and began inusic theory lessons with 
Franciszek Skolyszewski. Skolyszewski was an uncommonly versatile man. He was an 
accomplished mathematician and physicist in addition to being a pianist, violinist, and 
composer. Penderecki learned the basics of music theory, harmony, and counterpoint 
from him at Krakow's Intermediate School ofMusic.6 Skolyszewski saw an element of 
genius for composition in his pupil encouraged his as of yet secondary pursuit.7 By 1955, 
Krzysztofhad laid aside the violin to devote himself entirely to composition.8 
His next two teachers at the State Academy of Music, where he enrolled 
beginning in 1954, were Artur Malawski and, three years later, upon Malawski's sudden 
death, Stanislaw Wiechovicz, a specialist in choral music.9 According to biographer B.M. 
Maciejewski, Malawski "failed to see any outstanding talent for composition in his pupil 
during the three long years he taught Penderecki," a slight which apparently did not 
4 Ibid. , 17. 
5 Ibid. , 18. 
6 Ibid. 
7 Boguslaw Maciejewski, "Twelve Polish Composers," (London: Allegro Press, 1976), 166. 
8 Schwinger, Penderecki, 18. 
9 Ibid. , 19. 
2 
hamper him in the long run. 10 
Penderecki credits these teachers for a solid foundation in traditional contrapuntal 
techniques, in spite of their rather conservative tastes. 11 Poland in the 1950's had limited 
access to contemporary Western music due to Stalin's Iron Curtain, with Bartok being 
one of the few acceptable models of Modernist music. The Soviet Socialist Realism 
aesthetic introduced in 1949 lasted until 1956, when the rise of Wladyslaw Golmulka and 
his "Polish way to socialism" created a temporary thaw between East and West. 12 The 
new Polish government saw an opportunity to act on its promises of reform by 
sponsoring the first Warsaw Autumn Festival of 1956, which introduced Poland and 
Penderecki to Stravinsky, Honegger and Schoenberg. The second Festival in 1958 
featured composers such as Webern, Boulez, Berio, Nono, and StockhausenY 
Penderecki still remembers hearing Le sacre du printemps for the first time and poring 
over the scores of Schoenberg and Boulez, which Nono had brought with him. 14 These 
scores made an immediate and lasting impression on Penderecki, as evidenced in many of 
his early compositions from that period. 15 
The principal of the Academy at the time, an organist named Bronislaw 
Rutkowski, had given the senior Penderecki the sobering advice; "No musician has ever 
10 Maciejewski, "Composers," 167. 
11 Richard Dufallo, Trackings (New York: Oxford University Press, 1989), 341 . 
12 Lisa Jakelski, "Gorecki's Scontri and Avant-Garde Music in Cold War Poland", The Journal of 
Musicology, Vol26, No.2 (Spring 2009), 205. 
13 Cindy By lander, Krzysztof Penderecki: A Bio-Bibliography, (Westport, CT: Praeger, 2004), 8. 
14 Cindy Bylander, "KrzysztofPenderecki," in Music of the Twentieth-Century Avant-Garde: A 
Biocritical Sourcebook, ed. Larry Sitsky (Westport, CT: Greenwood Press, 2002), 374. 
15 Wolfram Schwinger, "The Changes in the Four Decades: The Stylistic Paths ofKrzysztof 
Penderecki," Studies in Penderecki (New Jersey: Prestige Publications, Inc., 1998), 68. 
3 
made a living from composition alone." 16 Accordingly, the promising young composer 
accepted the offer of a teaching job at the State Academy upon graduating from the 
Academy in 1958 with high grades. Meanwhile, he indulged his special interest in church 
music and antiquity by teaching at a theological college in Krakow, and earned some 
money chronicling new musical works at the journal Ruch Muzyczne ('Musical 
Movement'). 17 Penderecki also experimented with electronic composition at the Warsaw 
Experimental Electronic Music Studio, founded in 1957, and wrote incidental music for 
films and marionette theaters. 1819 
An exciting turning point in his career occurred during the next year, when the 
League of Polish Composers organized the Second Competition for Young Composers. 
Penderecki submitted three compositions, Psalms of David (1958), Emanations (1958-
59), and Strophes (1959). Out of two hundred entries, the jury singled out three 
anonymous scores to award a first and two second prizes. Imagine their amazement at 
finding that the same unknown young man had written all three pieces! 20 This sweeping 
victory propelled Penderecki first onto the national stage and then quickly into an 
international career, as his works were performed at the 1959 Warsaw Autumn Festival 
and later at the Darmstadt International Summer School.21 His sudden fame owed much 
to the faithful support of the publisher Hermann Moeck, along with Heimich Strobel, the 
16 Schwinger, Penderecki, 18. 
17 Ray Robinson, Krzysztof Penderecki: A Guide to his Works, (Princeton: Prestige Publications, 
1983), 3. 
18 Schwinger, Penderecki, 28. 
19 Ibid., 22. 
20 Maciejewski, Composers, 165. 
21 Schwinger, Penderecki, 20. 
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director of Donaueschingen Music Days. 22 
One would have assumed that the opportunity to travel to Italy and observe the 
hub of the avant-garde in Darmstadt would have left a deep impression on the composer 
and gained him useful contacts, but Penderecki came away with many reservations about 
composers such as Stockhausen - "an interesting phenomenon, but it seems to me 
dangerous for a composer to place as much reliance on philosophy and abstract theme ... " 
- and Boulez: 
22 Ibid., 27-28. 
"Boulez and I think quite differently: he doesn' t really like 
my music you know. As for the Darmstadt school, well we 
never had real point of contact. In a way, I suppose, you 
could say that the difference between Darmstadt and me 
was that they were interested in dots, whereas I was 
interested in lines. "23 
23 Orga Ates, "KrzyszstofPenderecki," Music and Musicians, 22 (October, 1973): 39. 
5 
1.2) Emergence of a Personal Style 
Any attempts to define periods of style within Penderecki ' s musical output will 
surely end in conflicting viewpoints, so varied and overlapping is the composer's 
changing language. Studies in Penderecki is a collection of essays by leading Penderecki 
researchers published in 1994. The first section of the book presents differing viewpoints 
of four Penderecki scholars: Mieczyslaw Tomaszewski, Ray Robinson, Regina 
Chlopicka, and Wolfram Schwinger. The possible number of proposed musical style 
periods varies from three (proposed by Robinson), to seven (according to Chlopicka).24 
The disparity arises from the eclecticism of Penderecki ' s musical palette, a characteristic 
that only increased as time went on.25 The composer also has the. tendency to freely 
explore his past styles, which confounds musicologists' attempts to chronologize. 
Penderecki himself has also offered his own somewhat inconsistent opinions on 
the subject, claiming first three, then two, and finally one continuous musical style 
disguised through different "wrappings."26 In an interview from 1973, he admits, "up to 
the end of 1956 I went through a Bartok phase."27 Following Penderecki' s exposure to 
avant-garde music at the Warsaw Autumn Festival of 1956, his pieces exhibited signs of 
Western influence. Strophes (1959) has been compared to Boulez' s Improvisations sur 
24 Studies in Penderecki I (1998), Robinson and Chlopicka, eds., 13-82. 
25 Ray Robinson, "Penderecki's Musical Pilgrimage," Studies in Penderecki I (1998): 35. 
26 Aaron Johnson, "An analysis of selected traditional and non-traditional elements of harmony in 
Credo by KrzysztofPenderecki" (DMA diss., Louisiana State University and Agricultural & 
Mechanical College, 2004), 122; "The Seminar Meeting with Penderecki," in The Music of 
Krzysztof Penderecki: Poetics and Reception, ed. Mieczyslaw Tomaszewski (Krakow: Akademia 
Muzyczna, 1996), 122. 
27 Ates, "Penderecki," 39. 
6 
Mallarme, and Psalms of David is reminiscent of Stravinsky and Schoenberg. 28•29 In 
1977, Penderecki assigned the maturation of his personal style to the years in which he 
wrote Anaklasis (1959), Dimensions ofTime and Silence (1959/60), Threnody (1960), 
and Fluorescences (1962).30 He generally dismisses the compositions written before that 
time as exercises in stylistic imitation.31 
"Explosions"32 
The premiere of Anaklasis at the Donaueschingen Festival in West Germany in 
1960 was rewarded with immediate success, as the enthusiastic audience demanded an 
encore.33 The reaction was exceptional, given that avant-garde music was more likely to 
be catcalled and hissed off stage, yet there was consistent audience support during 
performances of Anaklasis, Threnody, and Fluorescences in spite of their esotericism.34 
The composer chose the term Anaklasis, meaning "Refraction of Light," and a Greek 
term referring to a specific rhythm in iambic verse that inspired the rhythmic motives of 
28 Schwinger, "Changes," 68. 
29 Schwinger, Penderecki, 190. 
3° Felder, David and Mark Scheider: "Conversations with KrzysztofPenderecki," The Composer, 
volume 7 ( 1976-77), 8-20. 
31 Ray Robinson, "Krzysztof Penderecki : An Interview and an Analysis of Stabat Mater," Choral 
Journa/38, (May 1998), 10. 
32 This is a term used by Schwinger in "Changes," 69. It refers to the nature of the three years of 
avant-garde experimentation both in quantity and character ofPenderecki ' s pieces. 
33 Peter Avis. (2001) "KrzysztofPenderecki." Liner notes for In Penderecki: Threnody for the 
Victims of Hiroshima, Capriccio for violin & orchestra, Partitafor harpsichord & orchestra, 
Cello Concerto, Symphony, The Dream of Jacob. [CD]. London: EMI Classics. 
34 Bernard Jacobson, A Polish Renaissance. (London: Phaidon, 1996), 139. 
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the central section. 35 An abiding interest ofPenderecki's is juxtaposing the ancient with 
the contemporary. Anaklasis is the first piece ofPenderecki's to use special effects and 
extended techniques, such as dropping a pencil onto the strings of a piano. It also 
contains novel explorations in musical notation (Figure 1.1 ). 36 
The two-year period following Anaklasis was spent developing aspects of style 
that would become known as "Penderecki signatures": tone clusters, durations indicated 
by seconds rather than measures (Figure 1.2), percussive techniques, extended string 
techniques, and glissandi.37 It was Penderecki who premiered the new notational symbols 
that soon after became the standard for avant-garde composers.38 
Wolfram Schwinger, author of an extensive Penderecki biography and works 
study, writes about Anaklasis: 
"Penderecki is chiefly interested at the time in the seamless 
transformation of sound-qualities, the flexible passage from 
sound to noise and vice versa, that is from hard and dry to 
different dimensions of softness."39 
This period in Polish music, which is distinctly concerned with vocal and 
instrumental timbres, has been referred to as sonorism or Farbmusik (color-music).40 The 
impulse of Polish music in the 1960's to involve avant-garde techniques in 
35 Original source is Hammer and Gleditsch, "Rhetorik und Metrik der Griechen und Romer', in 
Handbuch der Klassischen Altertumswissenschaft von lwan v. Miiller, 3rd ed., Munich, 1901. 
Cited in Schwinger, Penderecki, 137. 
36 Avis, "Penderecki." 
37 Robinson, "Pilgrimage," 45. 
38 Robinson, Guide, 6. 
39 Schwinger, Penderecki, 137. 
40 Robinson, Guide, 5. 
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instrumentation, articulation, dynamics, and notation to create different "noise-
structures"41 had its chief pioneers in Penderecki, Gorecki (Scontri, Genesis), Kilar (Riff 
62, Diphtongos), and Serocki (Symphonic Frescoes).42 
Something that has remained constant from Penderecki ' s early experimental era 
throughout his career is his consistent interest in traditional forms, an aspect that was 
neglected by the press during his early years.43 Though pieces like Threnody used noise 
as a structural element and employed hardly any vertical harmony, excepting the 
shocking C major chord that ends Polymorphia (1961), they manage to convey a sense of 
linearity and clearly bounded sections.44 The emphasis on audible dramatic flow is 
perhaps one reason that Penderecki's music appealed instantly to audiences that 
otherwise regularly dismissed modem music as incomprehensible. 
The vast majority of Penderecki research focuses on this brief three-year period of 
output, an understandable consequence of the historical impact of these works. 
Penderecki and most scholars of his work identify Fluorescences as the turning point of 
his first period. 45 •46 The most extreme of his experimental pieces, Fluorescences, for 
strings, pianoforte, and six percussion sections, is a full catalogue of the range of 
41 Schwinger, Penderecki, 137. 
42 Zbigniew Granat, "Sonoristics, sonorism." Grove Music Online. Oxford Music Online. 
43 Bylander, Rio-bibliography, 9. 
44 Ibid., 9. 
45 We can rely on Penderecki here if we take with a grain of salt his own later claims of having 
one style only to mean that he has always written with an authentic voice. 
46 Robinson,_Guide, 6. 
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instrumentation and technical innovations of the time. 47 Penderecki describes the piece as 
"a culminating point from which it was difficult to progress. "48 
Figure 1.1: Penderecki' s usage of extended techniques in Fluorescences 
a) General ~ 
1' = raise by a quartertone 
f = raise by a threi'Htuartertone 
.t. = top note of the instrument 
(indefinite pitch) 
'9' = bottom. note of the instrume'nt 
(indefmite pitch} 
'V'\iVVV'. = motto vibrato 
......_.............._ =very slow vibrato including 
quartertones 
= very quick arhythmicnl tremolo 
= repeat note as rapidly as possible 
= .repeat the notated pattern as fast as 
possible 
_,..., _ __, = sawing 
~»>~»>'»>> = :rubbing 
b) Wind instruments 
T = blow into teed or m.oulhpie<:e 
+ = strike the keys 
X = frullato (whirring, very .quick 
tremolo) 
c) Percussion 
.r = with triangle beater 
/t = with drumstick 
..0 ·=:: with timpani stick. (with soft head 
for vibraphone) 
~ = with wooden banuner 
JK = with wire brushes 
,ill = lay stick on ski.n and hit. centrally 
with another stick 
;>t = hit skin and rim together with one 
stick 
il' =on rim. 
d) Strings 
s.t. = sul tasto (on the fingerboard) 
s .p . ""'~~~~ ponticello (near the bridge) 
cJ. = col leg no (with the wood of the bow) 
LbatL = legna bntluta (struck with wood of 
bow) 
ord. = ordinaria (normal bowing) 
nv ""' frequent irregular bowing 
t = on one string between bridge and 
tailpiece 
f = on two strings between bridge and 
tailpiece 
f ""' arpeggio across four strings 
between bridge and tailpiece 
t ==with bow on. the tailpiece (right cor-
ner of longitudinal axis) 
t = with bow on wood ot bridge 
upright on right edge 
m == strike strings with open hand or 
fingers 
m = knock on cover with frog or 
fingertips 
m = knock: with bow em mu.Si(.;.desk. 
Penderecki FLUORESCENCES 
© 1961/1962 by Schott Music GmbH & Co. KG 
© renewed 
All Rights Reserved 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for 
Schott Music GmbH & Co. KG 
47 These included penny whistle, guiro, cowbells, typewriters, singing saw, alarm siren, 
thundersheet- just to name a few 
48 Ates, "Penderecki," 39. 
10 
Threnody 
Figure 1.2: Novel musical notation in the beginning of Threnody 
® 
···'7'···-----'---..........l -~,~l ' 
12Vn 
&Cb 
' 20" 
Wolfram Schwinger KRZYSZTOF PENDERECKI, HIS LIFE AND WORK 
© 1989 by Schott Music GmbH & Co. KG 
All Rights Reserved 
Used by permission of European American Music Distributors Company, sole U.S. and Canadian agent for 
Schott Music GmbH & Co. KG 
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1.3) Back to the Future 
"The solution to my dilemma was not to go forward and 
perhaps destroy the whole spirit of music as a result, but to 
gain inspiration from the past and to look back on my 
heritage." (Penderecki) 
After Fluorescences, Penderecki found himself unwilling or unable to go further 
in his exploration of sound. His next period was a response to this artistic impasse, 
beginning with the piece Stabat Mater (1962) for three mixed choirs and modeled on the 
early Netherlands school of polyphony -the music of Ockeghem, Obrecht, and Josquin.49 
Granted, the synthesis of Renaissance polyphony, serialism, plainchant, Sprechstimme, 
and tone clusters that Penderecki introduced in this music sounds very little like 
Ockeghem, but some critics decried the apparent lack of novelty as a sign of 
retrogression. 50 After this piece, Penderecki began to use traditional notation with few 
exceptions, and abandoned serialism for "modal, diatonic, and quarter-tone material." 5 1•52 
Ray Robinson, a choral director specializing in Penderecki, sees this period as an 
exploration of the possibilities of voice, similar to the way that his earlier period probed 
the extremities of instrumental noise. 53 
Penderecki 's continued interest in traditional polyphony resulted in many lengthy 
and mostly sacred choral works from the years 1962 to 1973, including the St. Luke 
49 Ibid. , 40 
50 Schwinger, Penderecki, 31. 
51 Bylander, Rio-bibliography, 9. 
52 Robinson, Penderecki, 6-7. 
53 Ibid. , 7. 
12 
Passion (1965-66), Dies !rae (1967), Utrenja (1970-71), and Kosmogonia (1970). 54 The 
St. Luke Passion, modeled after J. S. Bach' s passions and featuring the familiar B-A-C-H 
motive in a structurally important role, was considered an "epoch making event." 55 Its 
instantaneous worldwide popularity and relatively traditional style provoked the charge 
by colleagues and critics that Penderecki had begun pandering to the masses, overlooking 
the fact that Penderecki ' s music had always been popular with the masses. 56 Ulrich 
Dibelius, as well as other critics, saw in St. Luke a new durability that he predicted would 
outlast the sensationalism of the early revolutionary pieces, because music created purely 
as protest against other great music, he argued passionately, cannot stand by itself. 57 This 
great debate continues to this day amongst audiences, critics, musicologists, and 
musicians, while Penderecki' s works, depending on the period, still manage to enrage 
both sides ofthe divide. 
Upon completion ofhis Symphony No.1 (1972/3), Penderecki became inspired to 
move toward a neo-Romantic or as he describes it, "lyrical" style. 58 He began a career in 
conducting around the same time, leading the premiere of the jazz-inspired Actions 
(1971) at the Donaueschingen Festival. The determination ofthe composer to write ' a 
really controlled piece" and conduct an orchestra of free jazz musicians "in order to guide 
54 Ibid., 7. 
· 
55 Schwinger, Penderecki, 39, 41. The B-A-C-H motive contains the notes Bb-A-C-Bq 
56 The music is stylistically traditional in that it contains two major triads. It is otherwise entirely 
atonal and makes use of avant-garde techniques such as tone clusters and serial ism. 
57 Ulrich Dibelius, Moderne Musik, 1945-1965, (Munich: 1966), 290. 
58 Izabella Grzenkowicz, "Conversations with KrzysztofPenderecki," Polish Music 12, no.3 
(1977), 27; Dufallo, 350. 
13 
the improvisations in certain directions" seems heavily ironic. 59 
Penderecki ' s neo-Romantic style manifested itself in his Violin Concerto No.1 
(1976). The melody is dominated by a new Penderecki trademark, the descending half 
step, or "sighing-motive," 60 which Schwinger describes as "stylistically indebted to post-
Wagnerian chromaticism, yet essentially a Slav sort of chromaticism."61 The concerto is 
orchestrally lush in the manner of Brahms, and its lyricism reminiscent of the concerti of 
Sibelius, Tchaikovsky, and Berg.62 The stark contrast between the Concerto 
andCapriccio (1965), from a little over ten years before, shocked a few critics. The 
Concerto bored some critics, but pleased most violinists. Isaac Stem, the dedicatee, 
believed it to be "the most important in the genre since that ofBerg."63 Penderecki 
attributes some of this change to his experience as a conductor of major symphonies, 
realizing that his early works took up an enormous amount of rehearsal time, which he 
considered neither practical nor necessary for musical purposes. 64 
The 1980' s were a period of growing political awareness for Penderecki. 65 Te 
Deum (1979/80), Lacrimosa (1980), and Polish Requiem (1980/84) were written in 
solidarity with the underground struggles against Communism during the years of Polish 
59 Schwinger, Penderecki, 69-70. 
60 By lander, Bio-bibliography, 10. 
6 1 Schwinger, Penderecki, 177. 
62 Ibid. , 177. 
63 
"Penderecki. Violin Concerto." The Strad 91, no. 1086 (October 1980): 421. 
64 KrzysztofPenderecki, Labyrinth of Time, ed. Ray Robinson, trans. William Brand. (Chapel 
Hill , N.C.: Hinshaw Music, 1998), 74. 
65 Regina Chlopika, "Stylistic Phases in the Work ofKrzysztofPenderecki," in Studies in 
Penderecki, (New Jersey: Prestige Publications, Inc., 1998), 58. 
14 
martial law (1981-83).66 At the same time, Penderecki consciously sought a musical 
language with which he could relate to a general audience while still maintaining his 
personal style. 67 Works starting with Concerto for Viola and Orchestra ( 1983) began to 
revisit earlier trademarks such as glissandi, dry string effects, and clusters, while 
maintaining the timbrallushness of 19th -century compositional style. Schwinger 
maintains that Penderecki narrowly missed becoming an "uninhibited traditionalist" 
during the height of his retrospective years, particularly in Te Deum, which he felt would 
have been an "irreparable loss of identity for the composer."68 
66 Bylander, Bio-bibliography, 11. 
67 Izabella Grzenkowicz, "Conversations with KrzysztofPenderecki," Polish Music 12, 
no.3(1977), 25. 
68 Schwinger, "Changes", 78. 
15 
1.4) Synthesis 
Mieczyslaw Tomaszewski describes the years between 1985 and 1993 as a 
"Threshold of a New Synthesis" for Penderecki, and the period between 1994 and 2003 
as "Second Wind: Phase of the Credo." 69'70 Penderecki's single act opera, The Black 
Mask (1984-86), typified this compact and pluralistic new style, which also uses an 
abundance of quotations from composers across a variety of centuries.71 When asked 
about the change, the composer said, "I wanted to depart from the monumentality of 
sacra rappresentazione which was proper for the period of my fascination with late 
Romanticism." 72 
Wolfram Schwinger believes that Penderecki ' s most significant achievement in 
his later decades is in finding an individual style that that seamlessly unites the diverse 
musical elements ofthe 201h century.73 Seeing himself in a similar role as aggregator, 
Penderecki has expressed his admiration for Mahler as a master of the symphonic form, 
"that musical ark which would make it possible to convey to coming generations what is 
best in our twentieth-century tradition of the composing of sounds."74 Chlopicka and 
Tomaszewski both perceive Penderecki ' s later "synthesis" period as a patchwork of his 
69 Mieczyslaw Tomaszewski, "Penderecki's Dialogues and Games with Time and Place on the 
Earth," in Studies in Penderecki. (New Jersey: Prestige Publications, Inc., 1998), 26. 
70 Tomaszewski, Krzysztof Penderecki and his music: four essays (Krakow: Akademia Muzyczna 
w Krakowie, 2003), 98. 
71 Schwinger, "Changes," 78. 
72 Krzysztof Penderecki, Zbigniew Baran, Anna Baran, "Passio artis et vitae", -[Passion for art 
and life], Dekada Literacka 1:11/12, May/June, 1992,4. 
73 Schwinger, "Changes", 81. 
74 Penderecki, Labyrinth, 43 . 
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own earlier styles, and in some pieces like the Credo (1998), this view seemsjustified.75 
Jarzybska' s analysis of the Chaconne in memoria del Giovanni Paolo II (2005) contends 
that Penderecki combines Classical form, Baroque polyphony, Romantic lyricism, and 
avant-garde pitch structures in a more organic manner than his first period of synthesis in 
the 1980's and 1990' s. 76 Penderecki himselfbelieves that synthesis should be "a 
homogeneous alloy resulting from a unifying experience." 77 
When Penderecki asserts that he has always written in one style, albeit in different 
"wrappings", he is referring to his consistent impulse to unite different, often opposing 
ideas. 78 This dualism in his music appears at all levels. Penderecki writes, 
"I feel within myself the need for variety, and some ascribe 
to me the traits of the mythical Proteus, who kept 
constantly changing his appearance. The acute critic will 
perceive an inherent logic here. I am tempted by both the 
sacrum and the profanum, God and the Devil, the sublime 
and its violation." 79 
A few examples to illustrate his point: the plot of The Devils of Loudun (1968-69) 
involves the Catholic church, witchcraft, and sex-crazed nuns; the text of Kosmogonia 
(1970) quotes passages from the Bible, Sophocles, and the astronaut John Glenn, 
exquisitely melding the prose of a Copernican solar system with poetry from Genesis; the 
75 Peter Cain, "A ' Farewell' to His Past: KrzysztofPenderecki 's Clarinet Quartet and Sextet." 
DMA diss. , University of Cincinnati, 2012, 77. 
76 Alicja Jarzybska, "Chaconne in memoria del Giovanni Paolo II and Penderecki' s search for a 
universal musical language," Musica lagellonica 4 (2007), 181 . 
77 Penderecki, Labyrinth, 17. 
78 
"The Seminar Meeting," 122. 
79 Penderecki, Labyrinth, 1 7. 
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String Quartet No. 3 (2008)80 combines diverse elements of sonorism, Romanticism, 
sacred music, and gypsy airs. Penderecki is a complex compositional character, 
fanatically logical in his working methods8 1 but equally preoccupied with metaphysics 
and the occult. 82 Some speculate that his preoccupation with the subject of good versus 
evil is the result of influences from childhood. 83 
80 There will be more discussion on this topic in the following chapters. 
81 Ates, "Penderecki" , 38. 
82 Schwinger, Penderecki, I 0. 
83 Tomaszewski, Essays, 11. 
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1.5) Background 
Religion and Politics 
Penderecki labels himself a "left-wing Catholic,"84 which in Poland in the 1940's 
implied a political alignment in addition to one' s religious views.85 The Polish Catholic 
Church participated actively in underground movements against the Nazi occupation and 
was later one of the few religious organizations in the Eastern Bloc to resist integration 
into the Communist system. 86 Penderecki was raised to be an extremely pious Catholic; 
his mother once had ambitions for him to join the priesthood.87 His father narrowly 
escaped death in WWII, during which seventy percent of Polish lawyers were 
massacred. 88 Their small town ofDebiya witnessed the extermination of the majority of 
its residents, who were Jewish.89 Evil and oppression were not just abstract concepts for 
Penderecki but everyday realities until the Collapse ofPolish Communism in 1989, so it 
is unsurprising that the majority of his works until then are concerned with death, 
afterlife, or freedom. 
There was significant danger in composing religious works in Poland before 
1989, since any spiritual activity could be construed as political rebellion. The Psalms of 
84 Schwinger, Penderecki, 39. 
85 Norman Davis, Heart of Europe. A Short History of Poland (Oxford: Oxford University Press, 
1986), 331-336. 
86 Piotr Grella-Mozejko, "Fifty Years ofFreedom: Polish Music After 1945," Canadian Slavonic 
Papers, Vol. 39, No.1 /2 (March-June 1997), 181-208. 
87 Jacobson, Renaissance, 133. 
88 Schwinger, Penderecki, 17. 
89 Robert Everett-Green, "Penderecki grows an unfinished symphony of trees", The Globe and 
Mail, 2010, R14. 
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David (1958), St. Luke Passion (1961), Utrenja (1969), Lacrimosa (1980), and Polish 
Requiem ( 1984) were personal statements of religious faith, but they also served another 
purpose of making a symbolic stand. 90 A vant-garde artistic production also had the 
appearance of musical defiance against Stalin' s "Socialist Realism", although in reality, 
progressive music was tolerated and even promoted in Poland by 1956. Penderecki would 
surely never have become an international name without the government-funded Young 
Composer' s Competition and its annual patronage of the Warsaw Autumn Festival.91 
Penderecki does not think he will write another politically themed piece these 
days. "I was very idealistic as a young man," he said. "I think with age I have found 
distance from the time in which I am living. "92 Asked in 1998 what the function of a 
composer is at the end of the millennium, Penderecki says simply, "To entertain."93 
Penderecki's Violin 
Penderecki enjoys telling the tale that his father, the lawyer, accepted a violin 
from a peasant in lieu of a payment, a story that his father denies. 94 Another version of 
the tale goes, "When I was twelve, my father bought a good instrument for me from a 
Soviet soldier for a bottle ofraw spirits."95 In any case, Penderecki evidently loved the 
violin as much as he hated the piano, "an instrument with very limited powers of 
90 Bylander, Rio-bibliography, 
91 Lisa Jakelski, "Gorecki's Scontri and Avant-Garde Music in Cold War Poland," The Journal of 
Musicology, Vol26, No.2 (Spring 2009), 205-239. 
92 Penderecki, Labyrinth, 85 . 
93 Ibid., 86. 
94 Schwinger, Penderecki, 16. 
95 Michael Dervan, "A Composer for all seasons," The Irish Times, 2010, 12. 
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expression."96 His earliest attempts at composition in the 1940's and 1950's were violin 
concerti in the style ofPaganini, Wieniawski , and Vieuxtemps.97 His intimate knowledge 
of the instrument was put to use in Threnody, in which a grinding bow technique is used 
to mimic noises that he had been producing at the Electronic Studio.98 Penderecki says 
that the instrumentalist in him was interested in new sounds, which helped him go his 
own way as a composer.99 
The earliest pieces are predominantly for strings (Anaklasis, Threnody, 
Fonogrammi, Polymorphia, Canon) and maximize the timbral possibilities of string 
instruments in ways that show the technical knowledge of an insider. Players were 
instructed to play on the opposite side of the bridge and directly on the bridge, strike the 
body of their instrument in a variety of different ways, bow/hit the tailpiece, produce 
slow/intense vibrato, and raise pitch by quarter and three-quarter tones, among many 
other demands. 100 Penderecki wrote nine compositions for solo string instruments and 
orchestra (3 for violin, 1 for viola, 5 for cello) and numerous solo string pieces, chamber 
orchestra works, and chamber music works. He has yet to write a piece for solo piano. 
96 Ibid ., 12. 
97 Ibid. 
98 Scott MacCielland, "One of the world great modernists conducts the San Jose Symphony," 
Metroactive, Feb. 4, 1999. 
99 Penderecki, Labyrinth, 81 . 
100 Schwinger, Penderecki, 124. 
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On Composing 
Penderecki told Orga Ates in 1973, 
"I see no point in writing improvisational music or 
anything random ... I never begin a piece without first 
planning it in every formal detail, juxtaposing various 
blocks which diverge from and converge to a central line 
which is the fundamental thread of my creativity. 101 
Penderecki then offers a rather cryptic graphical representation of his Symphony 
No.1. In 1987, he elaborated that usually he has the idea of overall form far in advance of 
actual composition and works to fill in various sections, but not necessarily in 
sequence. 102 In Labyrinth ofTime, Penderecki describes the types of forms that he has 
rejected as false: weak antiquated forms, superficial "ornamental" forms, and 
"experimental forms which lack internal intuition". 103 
Penderecki is remarkably forthcoming about which composers he draws 
inspiration from. Early influences were obviously Bartok, Stravinsky, Boulez, and 
Schoenberg. By the mid 1960's, he added to that list Bach, Berlioz, Tchaikovsky, 
Ockeghem, Obrecht, and Josquin. 104 He admits to a passing infatuation with the music of 
Bruckner and Mahler during his neo-Romantic phase, but Bartok and Stravinsky continue 
"nfl h" h" d 105 to 1 uence 1m tot 1s ay. 
101 Ates, "Penderecki," 39. 
102 Haegenbarth, Andrzej, "Utrafic w soj cza. Z Krzysztofem Pendereckim najslynniejszym 
polskim kompozytorem rozmawia Andrzej Haegenbarth." Nurt, no. 10 (October 1987): 2-11. 
103 Penderecki, Labyrinth, 55. 
104 Maciejewski, Composers, 168. 
105 Dubinsky, "Penderecki in the Beinecke Library" Colloquium: Music, worship, arts. III (2006): 
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Some inexplicable urge possesses Penderecki to procrastinate. The composer is 
notorious for delivering commissions days before premieres, to the dismay of 
interpreters, often in a heap of indecipherable hand written scores. 106 Oftentimes, he goes 
on impromptu trips just as a deadline is looming and he must come back in the last 
moments in order to work furiously. 107 
Conclusion 
Penderecki is deeply attached to his homeland. He lives with his wife Elzbieta 
Solecka in Wola Justowska, a suburb of Krakow. He spends a great deal oftime 
conducting orchestras around the world and maintaining his arboretum, where he has 
been growing a labyrinth of trees for the last forty years. 108 To appreciate his works, it is 
important to understand the formative experiences of his youth and the trajectory of his 
career, which he compares to his garden: 
"It' s the way of an artist, of a composer, getting lost, being 
in a labyrinth. Sometimes you meet a green wall, and you 
have to go sideways, but very often you have to go 
backwards." 109 
Inculturation - Genealogies, meanings, and musical dynamics. (New Haven: Yale Institute of 
Sacred Music, 2006.) 
106 Schwinger, Penderecki, 51 . 
107 Ibid. 
108 Dervan, "Composer," 12. 
109 Ibid. 
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Chapter 2 Analysis of the Third String Quartet 
2.1) Background of the Third String Quartet 
KrzysztofPenderecki's String Quartet No. 3, "Leaves of an unwritten diary," was 
commissioned for and premiered by the Shanghai Quartet on November 21, 2008 in 
honor of their 25th anniversary and the composer' s 75th birthday. 110 The first 
performance took place in the Warsaw Philharmonic Chamber Hall on the second day of 
the KrzysztofPenderecki Festival. The recital opened with the String Quartet No.2 
(1968), followed by the String Trio ( 1991 ), and concluded with the world premiere of the 
Third String Quartet. 111 
The Second String Quartet was written 40 years before the Third Quartet, during 
the retrospective years after St. Luke Passion. It still contains many of the extended 
string techniques used in Threnody and Anaklasis, but compared to the furiously 
percussive String Quartet No. 1 (1960), the Second String Quartet is a much quieter piece 
whose nuances reside within a more limited range of dynamics and effects. The Second 
String Quartet starkly contrasts with the much newer String Trio, Penderecki's next 
major chamber music work, written 23 years later. The avant-garde notation, clusters, and 
special effects (Figure 2.1) prevalent in the first two quartets are nowhere to be seen in 
11 0 It was commissioned by Peak Performances, Montclair State University, New Jersey. Lead 
commissioner, Modlin Center for the Arts, University of Richmond, Virginia, which underwrote 
the commission. From program notes by Nick Tzavaras. 
111 http ://www. beethoven .org. p 1/en/innefestiwale/festiwalkrzysztofapendereckiego/program 
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this trio. Instead, the short two-movement work recalls the music of Bartok or 
Shostakovich. Placed between the latter two string quartets, the String Trio serves as an 
extremely relevant bridge between the two philosophically different and longer chamber 
works. 
The apparent similarities between the String Trio and Third String Quartet are not 
unexpected from Penderecki, who in his later period freely builds new pieces from 
quotations of his own works and those of other composers from other stylistic periods, 
which is a typical trait of postmodemism. According to his own claims, Penderecki ' s 
Sextet for Clarinet, Horn, String Trio, and Piano (2000) grew out ofthe materials of 
existing chamber works, particularly the Quartet for Clarinet and String Trio ( 1993 ). 112 
The Third Quartet expands upon the String Trio, most obviously, by adding a second 
violin, and formally, by extending it to include secondary thematic material. It is an 
entirely different and much more complex piece. For Penderecki, structure is an aspect of 
paramount importance, which far outranks the specific motives that he chooses to 
manipulate. The motivic elements themselves make up the main melodic themes in all 
four works, which comprise the bulk ofPenderecki's chamber music output since the 
1990's. 11 3 
11 2 Cain, "FarewelJ," 41. 
11 3 This output also includes the Quartet for Four Saxophones (1999), Sonata No. 2for Violin 
(1999), Serenatafor Three Cellos (2007), and a handful of solo instrumental pieces. 
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Figure 2.1: Penderecki's two string quartets from the 1960' s 
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The String Trio and the Third String Quartet, completely different in form and 
concept, are separated by 17 years but share a substantial amount of melodic and motivic 
ideas, so that a side-by-side examination immediately reveals the many similarities 
between the two works. 
Penderecki mused in 1993, 
"Today, after passing through a lesson in late 
romanticism and utilizing the possibilities of post-
modernistic thinking, I see my artistic 'ideal in claritas. I 
am returning to chamber music, for I realize that more 
can be said in a hushed voice condensed in the sound of 
three or four instruments ... It is precisely chamber music 
that is the source of the approach to the materia prima of 
music for me. Will this stage lead me to the anticipated 
Grand Synthesis, the Opus Magnum?"114 
It is tantalizing to speculate upon the existence of a Penderecki opus magnum in 
chamber music. Does he consider the Third Quartet his last major work in the genre? 
Certainly, it shows a mastery of stylistic synthesis beyond that of his previous chamber 
works, and he has seemingly turned away from writing large form works since the late 
1990's. 115 The Third String Quartet was followed immediately by the Horn Concerto 
(2007/08), Serenatafor three cellos (2007), and Drei Chinesische Lieder (2008). More 
recent works are the Sinfonietta No.3 (2008), which is a rearrangement of the Third 
String Quartet for string ensemble; the Ciaconna for violin and viola (2009); Kaczka 
114 Penderecki, Labyrinth, 18-19. 
115 His last opera, symphony, and choral work were Ubu Rex (1991), Seven Gates of 
Jerusalem: Symphony No.7 (1996), and Credo (1998). 
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pstra "The Speckled Duck" (2009); and Kadisz (2009). The String Quartet No.3 still 
stands as one of the most significant and original in Penderecki's output in recent years. 
The String Trio is a piece from earlier in the period of Penderecki' s quest for 
synthesis, which produced works that Tomaszewski deemed "less eloquent, more 
compact or[ sic] more ephemeral," 116 The Third Quartet is far more earnest and 
ambitious, and revives some of the textural edge of his early works. At the other end of 
the spectrum in length, the Clarinet Sextet from 2000 clocks in at a rambling 30 minutes, 
relying on motivic variation in its sprawling form of many short musical episodes. Even 
though the Third Quartet shares many basic elements with the String Trio and Sextet, the 
end result is a piece which is bolder and more formally coherent than the previous 
chamber works. 
The rather fanciful subtitle of the Third Quartet, "Leaves of an unwritten diary," 
from a composer who has generally stuck with tradition as far as nomenclature is 
concerned, tempts musicians, listeners, and scholars alike to conjecture on the allusions 
of the title. Perhaps the synthesis of different styles serves as a musical diary for the 
composer. 117 Perhaps "Leaves" expresses the nostalgia of an aging man who is fond of 
literary allusions. While the endeavor is entirely speculative, it would seem unnatural not 
to look for autobiographical references or clues within the music that could give meaning 
to its title. 
116 Tomaszewski, "Dialogs," 26. 
11 7 Durrell Bowman, Program Notes 2010, Bowdoin International Music Festival, July 28, 
http: //www.ams-net.orglbimf/2010_07_28_Dvorak_Penderecki_Bartok.htm 
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The String Quartet No. 3 is a single-movement. piece lasting sixteen minutes. The 
movement is divided into discrete subsections, easily distinguishable by double bar lines, 
silences, and titled sections. The first section is an introduction that highlights the viola 
as a primary instrument. This is immediately followed by a contrasting Vivace section 
that suggests Penderecki's earlier avant-garde style. In place of a slow middle 
movement, there is a languid waltz and nocturne segment. The Vivace theme reappears 
before the insertion of new material, a gypsy melody and then a chorale. The quartet 
ends with a short coda. 
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2.2) Form 
The structure of the Third String Quartet is easily analyzed but hard to conceive 
as a traditional form (Figure 2.2). The introductory section ends at m.11 with a double bar 
labeled attacca, where the Vivace section (A) begins. The lengthy section A, lasting 162 
bars, is characterized by its speed and percussive texture. A few measures of transition 
(T) segue into a brief dance, Tempo di valse poco rubato e sentimentale (D) in m.173, 
followed by the more substantial Adagio Notturno (N) at m.193. The lyrical nature of the 
waltz and nocturne make them an audibly distinct section B. The brevity of the waltz 
section (20 measures), its unsettled tonality, and the transience of its gestures suggest that 
the waltz serves as an introduction to the main Notturno section. 
Section A' (m.243) repeats the original Vivace theme with increased rhythmic 
intensity. Parallel transition material (T) ends both sections A and A' at mm. 161 and 
357. The transitions make use of motives from the A section to introduce the B sections. 
The Vivace section atm. 370 seemingly announces a second recapitulation after the meno 
mosso interlude (m. 357), only to be revealed as a false recapitulation that continues to 
function as a transition into section B'. 
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I 
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53" 3'15' 3'55' rot· &'51' 91\1' 10'46" 11'24" 12'19' 
Figure 2.2.: A Timeline of Penderecki's Third String Quartet. Timings based on a performance by the Shanghai String Quartet in March, 
2010. 
Section B' interrupts the transition with a rugged gypsy dance. Penderecki ' s 
15'1 1' 
gypsy dance (D '), he tells the Shanghai Quartet, is "a melody that his father used to play 
on the violin when he was a child, perhaps a Romanian melody." 118 Penderecki claims 
that it is a folk melody and not a quotation from any of his previous works. A tranquillo 
variation of the gypsy dance (D") follows a short transition (T). A second thematic 
variation appears in the guise of a chorale-like melody at m.542 (D"'). 
At first glance, the gypsy melody seems to have little in common with the rest of 
the piece, but a closer examination of its prominent interval classes (ics 2, 4, and 5) 
shows a strong likeness to the material of the Tempo di valse from Section B and the 
building-block intervals of Section A. Their analogous placements between the Vivace 
and Notturno and their dance associations further support the notion that the gypsy dance 
is related to the Tempo di valse. Both serve as a contrast to the departed Section A, and 
each use alternating minor and major thirds to create melodies that sound quite different 
118 Interview with Nicholas Tzavaras, cellist of the Shanghai Quartet, September 2, 2012. 
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from each other on the surface. The return of the Notturno theme atm. 566 completes 
Section B'. The Third String Quartet is bookended by the thick Grave introduction in the 
beginning and an airy tranquil/a coda (m. 596) at the end. 
The overall form of the quartet could be classified, if it is necessary to classify it 
at all, as either a modified sonata form or a modified binary form. There exist two 
contrasting themes, A and B, in the "exposition" of the work. A well-defined 
recapitulation occurs when Section A' returns atm. 243, and certainly there appears to be 
a return of Section B in the presence of a second Notturno at m.566. Defining the formal 
position of the lengthy gypsy dance section is more problematic. Can one call the gypsy 
thematic variation a misplaced development section that uses primarily B section 
material? It would seem more orderly to include the gypsy episode as a part of the B' 
section itself. Thus the absence of a development section in the expected place makes the 
sonata form analogy difficult to apply. 
It may be a foolish exercise to comment on the aesthetic benefits and drawbacks 
to Penderecki' s experimental forms, but the following viewpoints are the author's own 
subjective ones. 
The interpretational dilemma stems from the fact that the gypsy dance, which can 
be motivically linked to previous themes analytically, sounds in practice very little like 
the themes from which it is derived. On first listening, the analytical listener might 
interpret the false recapitulation of Section A at m. 3 70 as the beginning of a coda, and 
then become flummoxed by the new material as it continues to unfold for another six 
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minutes. One might be left wondering whether the last third of the quartet has much to 
do with the first two thirds at all. It would be extremely difficult for a listener to 
associate the brief transitional waltz music with the gypsy dance and its many variations, 
if that was the composer's original intention. If those two were indeed designed not to be 
related at all, one would have to peg them as catchy but miscellaneous tunes, a practice 
rather antithetical to Penderecki's musical philosophy. 119 The listener will mostly likely 
hear within the quartet three unrelated themes despite the motivic design. The stylistic 
changes also exacerbate the differences so that one cannot immediately perceive much 
audible connection. In performance, the musicians must focus mainly on creating the 
stylistic differences between sections and little can be done by them to create formalistic 
cohesion. 
Peter Cain, in an analysis of the Sextet, notes aspects of the foirn of the Sextet's 
first movement that are similar to the Third Quartet's: an introduction of what seems to 
be entirely new thematic material in the recapitulation; strict segregation of two to three 
themes without an intermingling development section; and limited use of original 
exposition material in the new theme. 120 Unlike those of the Sextet, the Quartet's robust 
thematic characters are easily distinguished at each entrance. Compared to the Quartet, 
the Sextet lacks an equivalent sense of audible form upon listening, even though upon 
analysis, its many episodes are closely related through melodic motives. The result is a 
work that does not succeed in improving one's attention span. At the other extreme, the 
11 9 Penderecki, Labyrinth, 13. 
12° Cain, "Farewell," 51. 
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String Trio consists of two movements of contrasting character, recalling the movements 
of a Baroque suite. Far from being a simple rehash of old themes, the Quartet represents 
one more step in an ever-evolving Pendereckian experiment in form. 
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2.3) Analysis 
Introduction 
Penderecki ' s opening sections generally introduce the motivic ideas that serve as 
building blocks for the rest of the work. 121 The introduction of the Third String Quartet 
features a darkly lyrical viola solo whose close linear congregations of notes do not fit 
into a specific tonality. 
One of several recurring motives is first introduced in the viola's bi-directional 
semitones (Motive X in Figure 2.3). The rising half steps are immediately followed by 
an upward leap and then by descending half steps. The same motive X reappears, first 
one octave higher in mm. 4-6, and then again two octaves higher in mm. 6-8, while its 
dynamics pass from mezzo forte to forte to piano. The length of the progression of half 
steps varies, as does the distance of the leaps separating the ascending from descending 
notes. For instance, on the final appearance of motive X in the introduction, the "leap" is 
merely from C# up to D# (m. 7). While the viola melody may be atonal, it follows 
fundamental principles of melodic voice leading (leaps which are followed by opposite 
stepwise motion), which translates to a sense of melodiousness and accessibility. 
Extreme register changes demand technical virtuosity from the violist. The range of 
effects, from an impassioned forte (probably with molto vibrato) in m. 5 to the suddenly 
distant harmonics in m. 9, produces an Expressionistic introduction full of drama. 
121 Ray Robinson, "String Trio and Sinfonietta," Studies in Penderecki (New Jersey: Prestige 
Publications, Inc., 1998), 103. 
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Figure 2.3: Introduction with motives X and Y 
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A second intervallic motive (Y) is also hidden within the first several measures of 
the introduction. Each phrase, constituting different lengths of the bi-directional half 
steps in motive X, is punctuated by a leap of a third followed by an opposite stepwise 
motion; a slightly shorter or incomplete version of a cambiata, which becomes apparent 
later on in section B. This may be an influence of the Netherlands School's fundamentals 
of shaping melody and creating counterpoint, which can be observed in Penderecki's 
simple lines and in the extreme complexities of his earlier polyphonic choral music. The 
motives X and Y present themselves in a very concise fashion, without much 
ornamentation and already stripped to their essential components. 
In mm. 2-3, the viola's three-note cell (Eb-C-Db) and then its inversion (D-F-Eb) 
are clearly detached from the preceding motive X through register and timing. The 
motive returns again in mm. 8-10 (C-A-Bb) with elongated rhythm to conclude the 
introduction, a longer punctuation for a larger phrase. Motive Y's contour is preserved in 
its reappearances only in the most general sense. More often, it is identifiable by major 
or minor thirds and half steps which circle around a central note. 
The intervals presented in motives X and Y become the major arguments for the 
later sections A and B. For example, the minor third interval in the bass ostinato after the 
introduction follows on the heels of the minor third interval of motive Y (Figure 2.4). 
Motives X andY and their variations throughout the work emphasize their respective 
differences. The bi-directional half steps of motive X are generally related to rapid 
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changes in register and uncertainty in tonality. A contrasting sense of stasis accompanies 
motive Y and its associated melodies, whose notes circle around a tonal center (the 
melody of the section B Valse) , and whose musical interest depends on a strongly 
grounded rhythm (the bass ostinato in section A). 
The other strings establish a tonal center, a second inversion Eo-minor pedal 
chord, while the viola freely explores nonharmonic notes. The viola does return to Eb at 
the end of motive Y (m. 3) in a brief moment of closure that is still incomplete due to the 
unstable inversion. A new pitch (Bb) is proposed by the cello at mm. 5-6 (motive X), 
which leaps from B b to D (anticipating the G minor in m. 11) to G#, the fifth of a passing 
C# minor chord, and then resolves downwards by half step onto Gq in section A. The Bb 
from the cello continues in the viola harmonic at mm. 9-1 0, in anticipation of the B b 
present in the section A ostinato. There is no traditional key transition, but the ever-
present Bb in the pedal chord of the introduction and nonharmonic tones of the melodic 
line serves as a common tone between the keys of Eb minor and G minor. 
This introduction encapsulates all the musical elements of the Third String 
Quartet, lends weight to a one-movement piece, and presents the viola as a key player. It 
is the first time that Penderecki uses an introductory section in a string quartet, a practice 
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that is well established in the repertory. Most later quartets of Beethoven, in particular, 
begin with introductory sections or movements that serve to unite their diverse suite-like 
components. In this quartet, an introduction and coda help to bridge the gulf between the 
strikingly different A and B sections. 
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Section A 
Figure 2.4: Section A ostinato theme 
fJ Vivace G.P. 
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Section A is comprised of a series of "modules" that steadily grow in length, 
texture, range, and dynamics, building upon the basic seven-measure G minor module 
that begins the section (Figure 2.4, mm. 11-17). The rhythmic and static nature of this G 
minor ostinato remains unchanged throughout section A by virtue of a persistent G pedal 
point and the rhythmicality of discrete single-measure gestures. 
Interrupting the growth of the basic module are "episodes" of a contrasting nature 
(examples in Figure 2.5 and Figure 2. 7). While hardly melodic, these episodes are more 
melodic and diversionary, often instigating further expansion of the basic ostinato theme. 
The bass ostinato is derivative of motive Y, and its minor third gives it a strong G minor 
orientation. All episodes feature the contrary stepwise motions of motive X. The two 
motives start out separate from each other, while the first two repetitions of the G minor 
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ostinato are followed by an episode of descending half steps in the second violin (m. 28). 
The episode at m. 46 expresses motive X, containing an ascending chromatic scale 
followed by a leap and then a descending chromatic scale (Figure 2.5). 
Figure 2.5: An episode based on Motive X, mm. 46-55 
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The two motives increasingly interact with one another. First is the subtle 
addition of a non-chordal neighbor tone, a B harmonic in m. 68; next, Eb and C#, the 
chromatic neighbors to the chord toneD, appear in m. 71 and m. 79. The non-chord 
tones straddle different registers and instruments in mm. 77 - 89. The first violin's 
ascending half steps in mm. 115-128 are superimposed upon the fundamental G minor 
harmony. Ultimately, the transitional material in m. 163 combines the ostinato's inverted 
contour with the half-step interval to produce the half step triplet (C-B-C) (Figure 2.6). 
41 
Figure 2.6: Ostinato combined with half-step interval in transition, mm. 163 
(agitato) 
tall one 
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Growth of the basic module is effected through variations in instrumentation, 
instrumental techniques (pizzicato, harmonics), register expansion, rhythmic escalation, 
and cross-rhythm friction (Figure 2.8). As continuity between the modules and episodes 
grows (the beginning of section A is peppered by diminuendos and grand pauses), so do 
the lengths of each division. The ostinato modules increase from seven measures to an 
eleven measure module (mm. 79-89) to twenty-one bars, or rather, three audibly distinct 
seven bar modules in sequence (mm. 115-135), by the end of section A. Rhythmic 
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variety also expands from simple quarter notes to ever more complicated polyrhythms 
(mm. 141-144). 
Figure 2.7: A later episode based on Motive X, mm. 145-151 
b~ pesante 
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Penderecki contents himself with standard techniques for strings throughout the 
quartet. The use of al tal/one (at the frog), pizzicato, harmonics, non legato, glissandi, 
double stops, and consecutive downbows are controlled applications of special effects 
which achieve an increasingly virtuosic texture. In terms of dramatic flow, section A of 
the Third Quartet is not so different from the two earlier string quartets, which also 
pursue development through variation in texture. The extended string techniques 
pioneered in the first two quartets have since been abandoned by the composer, but 
certain passages, such as mm. 90-96 or 115-118, still bring to mind his earlier "sonorist" 
aesthetic. 
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In discussing this section of the work, it is interesting to note the extent to which 
it is based on the thematic material of the second movement of the String Trio from 1991. 
The opening in G minor, which sounds very similar to the G minor ostinato, similarly 
precedes a chromatic scale (Figure 2.9). 122 Like the Third String Quartet, the String Trio 
also uses minor thirds and chromatic scales as the basis of two opposing thematic 
elements, which also have a role in connecting two separate movements through their 
ubiquity (or sections A and B in the case of the Quartet.) 
122 This motive seems to be universal in the later chamber works and can be heard in the Clarinet 
Quartet, Sextet, and Serenata. 
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Figure 2.8: Modules and Episodes in Section A 
Instrumentation/ Dynamics Rhythm 
Techniques/ 
Range 
Mod 1 VIa ostinato, 
mm.ll-17 Cello pizz, /dim topp Quarter notes 
+G.P. Small range 
Mod2 
mm.l9-27 "same" "same" "same" 
Ep 1 Vn2 chromatics 
mm .28-34 Cello held G p "same" 
Slightly expanded range 
Mod3 VIa ostinato, 
mm .34-45 Cello pizz, fdim toppp "same" 
Vn2 pizz, 
Small range 
Ep2 V n 1 chromatics 
mm.46-55 V n2 chromatics Pcresc to mf "same" 
VIa chromatics (stretto) cresc tof 
Higher range 
Mod4 Vn 1 downbeats on G 
mm.56-64 Vn2 downbeats on G fdim top Vln2 eighths 
+ G.P., G.P., G.P. VIa ostinato variation 
Cello ostinato 
Slightly expanded range 
ModS Vn 1 harmonic offbeat on B 
mm.68-76 Vn2 rhythm on G f, sub ito p , Vn 1 eighths 
+G.P., G.P. VIa ostinato variation cresc molto Vn2 triplets 
Cello ostinato VIa eighths 
Large range 
Mod6 Vn I double stops and harmonics 
mm.79-89 Vn2 leaps, rhythm on G .ffdim,ff Vln2 eighths, 
VIa ostinato variation triplets 
Cello ostinato VIa, hemiola 
Large range, register jumps 
Ep3 Large leaps among all instruments, 
mm.90-105 staggered entrances, briefVn 1 scherzo fftomf/p Triplets, 
melody, sudden explosion of notes in cresc tof quintuplets, 
m.l04 sextuplets 
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Mod7 Vnl harmonic slide 
mm.l06-112 V n2 ostinato If dim Vn2 eighths 
+G.P. ,G.P. Vla offbeat harmonics 
Cello rhythmic harmonics 
ModS V n 1 chromatics 
mm.l15-121 V n2 chromatics f,.ff Eighths 
Vla rhythm on G 
Cello downbeats, interval leaps 
Mod9 Vnl chromatics 
mm.122-128 Vn2 ostinato, leaps dim , p V n2 eighths, 
Vla rhythm on G cresc to/ dotted quarter 
Cello ostinato variation 
Smaller range 
Mod 10 Vnl octave leaps on G 
mm.129-137 V n2 leaps, double stops, down bows ff, sf Eighths, triplets, 
Vla ostinato, rising octaves quintuplets 
Cello chromatics, downbows 
Large changes in register 
Ep4 Hemiola, chords in Vnl and Vn2, Triplets, followed 
mm.138-144 Viola solo, tremolo,f eroce, large "same" by increasing 
leaps in all instruments rhythmic friction 
Ep5 Unison chords, chromatic upper 
mm.l45-162 notes, downbows, Bart6kian, "same" Unison rhythms, 
idiomatic violin solo with string half step eighth 
crossings, unison chromatic note cell, and 
transition triplets 
46 
Beyond the audible similarities of the opening material of the two pieces, they are 
quite different in form and thematic treatment: the neoclassical String Trio continues in a 
fugue-like manner, while the Quartet explores its themes far more expansively. It is a 
pity that the superficial parallels between the two works may lead some to conclude that 
the latter work is derivative of the former, whereas in reality the Quartet is an original 
piece that makes use of old themes. It is not so much the building blocks that matter, but 
the resulting edifice. 
Figure 2.9: Second movement ofPenderecki ' s String Trio 
Vivace 
II 
Penderecki STRING TRIO 
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The transitional material in mm. 163-172 has more responsibilities than a typical 
transitional section. First, it must prepare the key area of section B (B b minor). Second, it 
must smooth the passage from an aggressively mechanistic style to the lush lyricism of 
the next section. To that end, the unison figures in m. 161 and the dramatic cross-register 
leaps between instruments at m. 165 achieve a certain stage-setting and palate-cleansing 
effect, so that the espressivo cello melody grabs the attention. The triplet figure in m. 163 
(C-B-C) is an intervallically and rhythmically condensed version of the section A 
ostinato, a combination of the half-step motive (motive X) and the three-note section A 
figure. The cello takes advantage of this ~hrunken interval (motive X' s half steps) to 
establish a new linear character in section B. 
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Section B 
A label that might replace the Tempo di valse poco rubato e sentimentale in rnm. 
173-192 could be "a failure to waltz." The first-violin melody proceeds haltingly in bursts 
of three to four measures. The waltz meter itself is noncommittal, often appearing more 
like a 2/4 melody unwillingly squeezed into a 3/4 meter. The unmistakably triadic tune 
contains the general outline of motive Y, a narrow circling around first the pitch F in mm. 
175-177 and then B in mm.178-179 (Figure 2.1 0). Accompanying triplet figures are 
clearly derived from motive X. The general temperament of hesitancy is enhanced by 
ephemeral tonalities, which progress through Bb minor (m.175), E minor (m.179), B 
minor (m.181 ), and end on an increasing chromatic elaboration of a diminished ih chord 
(m.192). 
The brevity and whimsicality of this section might give the impression of an 
episode spliced into the piece for the sake of variety and without regard to overall 
form. 123 For reasons mentioned earlier in the discussion ofform and to be elaborated 
upon in the discussion section B', the Tempo di valse becomes the key argument for the 
proposition that section B' is not a series of short random episodes. 
123 This seems unlikely, given that Penderecki describes his compositional focus as foremost on 
unity and form. 
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Figure 2:10: Section B waltz, motives X andY 
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The interval of a third becomes very important in section B. For instance, from 
mm.175-179, the major third interval D~-F is followed immediately by the minor third 
interval D-B. Immediately after, the violin melody outlines F#-A, and then F-D. The 
wavering between major and minor thirds continues through the poco rubato of mm.186 -
187, (D-F#, then D-F). The minor to major toggling appears later in the quartet during 
the gypsy dance variations, which are based on the intervals of the waltz. 
The Adagio Notturno makes up the bulk of the section B. The material of this 
section is by far the most traditional and idiomatic in the quartet. The plaintive first-
violin melody, joined by a viola countermelody, is strongly suggestive ofBart6k or 
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Kodaly, and the G minor arpeggiation in the first violin and viola in mm. 204-212 has the 
unabashed tonality and romanticism of Bruckner. The nocturne is interrupted atm. 214 
by an Expressionistic outburst reminiscent of Schoenberg' s Verklarte Nacht and built on 
the descending and ascending half steps of motive X. A short viola cadenza in mm. 225-
227 links the episode to a second fragmented restatement of the nocturne theme. M. 242 
highlights the solo viola yet again, whose highly idiomatic double-stop crossings are 
forcefully punctuated by a diminished-chord pizzicato. This aggressively articulated 
viola cadenza serves as an organic transition back to section A' from the more mellow 
section B. 
One can see in this section why some critics have accused Penderecki of 
"eclecticism." This is a word hated by Penderecki, who instead prefers the term 
"synthesis", signaling a homogeneous and "unifying experience." 124 Yet this is hardly a 
new phenomenon, for as far back as Stabat Mater and St. Luke Passion, Penderecki has 
been integrating different styles. His short-lived avant-garde period, which some view as 
a creative zenith followed by fallow decades, is one of the many stylistic detours he took 
throughout his career. The Third String Quartet represents Penderecki's broadest attempt 
to unite the contrasting characters of sonorism, romanticism, and other influences. 
124 
"Malicious critics accused me of eclecticism, which was the opposite of what I had intended." 
Penderecki, Labryinth, 1 7. 
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Section A' 
The first viola statement integrates the original G minor basic module with the 
chromatic theme of the first episode from m. 28 and the stepwise descending eighth-note 
figure from the final episode which starts in m.149. 
Figure 2.11: Section A' with integrated modules and episodes, m.243 
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The rest of the section continues to mix and match elements from the original 
modules and episodes. Dynamics start immediately atforte, soon afterwards fortissimo, 
as opposed to the deliberately slow buildup of the original A section. The energy level 
persists unabated until m. 357, excepting for moments of "reset" in dynamics and energy 
at mm. 268 and 323; the piano dynamics at these points exist purely as the starting points 
for the molto crescendos which follow. 
This "recapitulation" of section A is intensely loud and brilliant. The second 
violin willfully surges ahead at mm. 259-261 , extending the viola solo from the end of 
the previous section into the space that had been a grand pause in the earlier "exposition." 
The themes in section A ' do not incorporate any themes of section Band rarely stray 
from the original plan in section A. Therefore, it cannot rightfully be called a 
developmental section. The original section A lasts 150 measures (mm. 11-160), while 
section A' lasts 115 measures (mm. 242-356). The main episodes in this more compact 
version recur in roughly the same order as the original at mm. 295 , 337, and 344. 125 
The meno mosso atm. 357 has an evident transitional quality. The tremolos sul 
ponticello, one of the few but standard string effects used in this quartet, accentuate the 
Bart6kian nocturnal echoes in the lower strings. Penderecki uses register changes to 
obscure the chromatic motives and create expanded contours in the melodic line. 
The attacca Vivace at m. 3 70 may sound like a recapitulation, but is in fact a 
transition to section B'. The original module is quickly derailed in favor of the material 
125 There is an exception at m.268, which has a variation of the textures at mm.153-162. 
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that appeared first at m. 163 now transposed to F (Figure 2.12). 
Figure 2.12: False recapitulation of Section A 
G.P. G.J>. 
ff 
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The emphatic three note figure F-E-F in mm. 406-418, appearing in the place of 
the minor third G-B b-G unit which has by now been ingrained into our auditory memory, 
signals to the listener that this is nothing more than a transition. Indeed, it leads directly 
into the material of section B'. 
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Section B' 
The sudden jolt of down-bow Of's in the frrst violin puts an end to the winding 
transition in mm. 419-431. For reasons of parallel construction and for their similarities 
in contour, we can see that the "gypsy theme" starting in m. 434 is derived from the waltz 
in m. 173 and therefore also a derivative of motive Y (Figure 2.13). A defining feature of 
motive Y is the change of direction within the confines of the minor or major third. The 
melodic contour of the gypsy tune circles about the center pitch E like a mosquito around 
its target, ever in motion but never straying as far as motive X's half steps are wont to do. 
Figure 2.13: Relationship between waltz and gypsy dances 
a) Waltz melody contour 
b) Gyspy melody contour 
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Section B"s meter changes from 3/4 to 2/4, recalling the earlier waltz which 
despite being in 3/4, had much content that could fit into a duple meter. The melody-
dominated static texture (mm. 434-440) abruptly negates the atonal contrapuntal texture 
that preceded it. The A major drone in the lower voices is exotically ornamented with 
viola harmonics, cello left-hand pizzicatos, and second violin tremolos (m. 457). The 
same emphatic repeated notes that begin the gypsy dance violently punctuate the end of 
each phrase. The melody passes from first violin to viola (m. 449 and 465), after which 
the cello and second violin share the spotlight by handing off rhythmic ascending and 
descending chromatic scales. 
Different themes intermingle in mm. 487-505, where elements of section A and, 
in particular, the G-B D-G bass ostinato combine with the 2/4 gypsy melody to create a 
multi-measure polyrhythm. This brief section is the one of the few passages where both 
original themes are recognizably present. 
A compressed transition (mm. 505-516) divides the vigorous gypsy dance from its 
second incarnation at m. 51 7. This first of two variations on the gypsy theme is a 
tranquillo pianissimo melody in the upper register of the frrst violin, countered by a cello 
response (Figure 2.14). The second inversion F minor seventh chord that begins the 
tranquil/a moves down by half step to E minor (m. 528), and through a series of seventh 
chords, settles into a G# half-diminished seventh chord at m. 541. 
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sub.ppp 
Figure 2.14: Two variations on a gypsy theme, m.517 and m. 542 
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The second variation of the melody (m. 542) begins in the natural minor form of 
F. Ancora piu tranquil! a stretches the theme both rhythmically (eighth notes expanded 
into quarter notes) and intervallically (the minor-third boundary extended to a major third 
and then beyond). The character of the gypsy dance has gradually transformed from an 
emphasis on rhythmic articulation to a chorale-like texture. The ppp whispers ascend in 
register while gradually fading away (morendo). 
A shortened nocturne (mm. 566-593) ends section B' in a way similar to its 
original appearance. The ordering of themes in section B', a mixed meter dance followed 
by a nocturne, closely parallels that of section B. Section B"s heightened importance, 
relative to section A"s, can be seen in the reworking and extension of dance section. 
From the appearance of the gypsy dance, the harmony ofthe quartet becomes far more 
triadic and its melodies mostly based upon motive Y instead of motive X. 
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Coda 
Another instance of motive X in mm. 594-596 initiates the tranquil! a coda 
section. It is interesting to examine the aspects in which the coda parallels and deviates 
from the introductory section. Both sections are clearly set apart from the rest of the 
movement: by a double bar line at the end of the introduction, and by the abrupt shift in 
texture, tempo, dynamics, and mood at the beginning of the coda. Both sections begin 
with the viola playing motive X, and end with one instrument playing a non-chordal tone 
against the sustained pedal chord of the other instruments. Both sections' textures are 
nearly melody and accompaniment, the exceptions being mm. 5-7 and 604-611 , where 
brief countermelodies in the cello and second violin offset the main theme antiphonally. 
The coda lasts 37 measures, while the introduction only lasts 10 measures. In real time, 
however, both sections play out in approximately one minute (see Figure 2.2). 
The parallel, bookending effect of the introduction and coda also highlights the 
ways in which the sections differ, perhaps in order to achieve a psychological sense of 
progress from the beginning of the piece to the end. A macroscopic thematic perspective 
on this quartet would center on the change of emphasis from motive X to motive Y, as 
the tonal and melodic qualities of motive Y overtake the uneasy chromaticism that is 
most dominant in sections A and A' . Just as the themes based on motive Y take 
precedence over the themes based on motive X in section B', the coda continues to 
concentrate on the thematically transformed motive Y after only a brief nod to motive X 
in the viola solo. 
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The coda material is most closely related to the first gypsy dance variation (D") 
in the key ofD major/minor. One could even perceive the coda as a continuation of the 
introduction. The viola harmonics at the end of the introduction are carried on by more 
harmonics in the other instruments at the beginning of the coda. The sustained chords in 
the upper strings mirror the chords of the introduction, although the affect is now quietly 
meditative rather than passionate. 
The melody descends from the upper registers of the two violins' harmonics down 
to a viola line that finally harmonically resolves the D" theme (in D minor) atm. 613. 
Another loose end is tied up when motive X, recalled for a last time (mm. 620-623), 
resolves to a chord tone within the last sustained Ab minor pedal chord. The Ab in the 
viola quickly passes to Eb, and puts the final chord in second inversion as in the 
beginning and end of the introduction. One could view the section from m. 615 marked 
piu tranquillo as an extremely short "codetta to the coda" that destabilizes the tonic 
certainty of the tranquillo cadence atm. 614, thus vitiating any sense of complacency. 
The viola has the first and last word within this quartet, but it is the cello that ends the 
piece with a steady pizzicato "heartbeat" on D. Similar to the forward-looking Bb at the 
end of the intro, this non-chordal D looks backwards to the resolution chord atm. 614. 
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The foregoing examination of the details within the introduction and coda thus 
indicates a carefully planned symmetry at every level of detail, consistent with 
Penderecki' s description of his compositional methods. 
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Chapter 3 Interpretive Suggestions 
There are benefits as well as difficulties to performing or writing about a recently 
composed piece such as the Third String Quartet. Most often, the challenges of 
discovering a new piece are outweighed by the sense of progress one gets from putting 
out an entirely novel analytic or artistic viewpoint. Perhaps the chance to be definitive is 
one of the reasons that musicians perform new music, like staking out a new territory and 
setting up the rules before others emigrate. Our information age allows for concert 
performances and recordings to be shared instantly and widely throughout the world, so 
first performances of pieces will undoubtedly "spread" faster and have an even greater 
impact on subsequent performances than in the recent past. A new piece comes without 
the trappings of musical traditions that often shape the interpretive process far more than 
we would like them to. 
The recentness ofthe Quartet (published in November 2011) means that no 
scholarship on the piece has yet been published, and only very few performance reviews 
exist. The Shanghai Quartet, having had exclusive rights to the work since its 
composition in November 2008, has featured it prominently in their concert repertory 
within the last few years. 126 The Third String Quartet has become favored repertoire for 
other string quartets as well since its public release in November 2011. Groups such as 
126 As of February 2009, the Shanghai Quartet had played it at least 10 times, with many 
subsequent performances. http://www.peakperfs.org/insite/?p=444 
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the Kopelman Quartet, the Royal String Quartet, the Auryn Quartet, the Apollon 
Musagete Quartet, the Meccorre String Quartet, the Fine Arts Quartet, and the Penderecki 
String Quartet have performed it around Europe, North America, and South Korea. 127 No 
official recordings have been made of the work as of December 2012, but several taped 
performances inhabit the World Wide Web, most notably two of the Shanghai Quartet in 
performances from March and October 2010, which have been profoundly helpful in the 
writing of this dissertation. 128 
The few musical reviews of the quartet have satisfied themselves mostly with 
biographical information about the composer and descriptive accounts of the quartet, 
rather than venturing to assess the merits (or demerits) of the piece. Alyssa Timin, in one 
such piece written for the commissioning organization Peak Performances, notes the 
autobiographical and synthesizing nature of the quartet, in which "Penderecki's signature 
intensity remains." 129 Another review, written around the same time by Alan Lockwood, 
also for Peak Performances, described the piece in the following terms: 
"Honggang Li's viola carried an opening theme, gloved by 
Nicholas Tzavaras on cello, with violins accompanying-in 
effect, a reversal of string quartet protocols. Within 
minutes, the vivace passage in G minor put things at a 
127 The website of the Penderecki String Quartet mentions their Canadian premiere ofthe 
Penderecki String Quartet. http://www.coloursofmusic.ca/bio/pendereckiStringQuartet.html, 
Schott Music Publishers maintains an incomplete list of performances at http://www.schott-
music.com/shop/1/show,251387 .html 
128 This is not to condone copyright infringement, of course. 
October 3, 2010, San Jose, CA. http://www.youtube.com/watch?v=b1k47VuFXHA 
March 10,2010, Hammarskjold Middle School, NJ. http://www.youtube.com/watch?v=PN-
RULo1heY 
129 Alyssa Timin, Insite. February 20, 2009. http://www.peakperfs.org/insite/?p=390 
63 
hurtling pace (thank heavens for the Mozart warm-up). 
Subsequent musical materials--{)[ stasis, of melodies 
firmly stated then acutely dissipating-bore the underriding 
urgency of the recurring vivace, like a ravishing life 
warning from a master: pay close mind, while there's time, 
because whatever your state of mind, there's never enough 
time left."130 
That the existing reviews have an educational bent is probably because many 
audience members have heard little ofPenderecki's better-known earlier avant-garde 
music, and even fewer of his later works. It remains to be seen how the more vociferous 
Penderecki fans and critics will digest the Third String Quartet as it steadily percolates 
through concert halls, thanks to the efforts of its many advocates who, for their part, have 
quickly decided on its worth. The Shanghai Quartet believe the Third String Quartet to 
be "one of the significant chamber music compositions of our young 21st century."131 
An Interview with Nicholas Tzavaras 
One advantage to writing about recently-composed works is the availability of 
primary information sources. The cellist of the Shanghai Quartet, Nicholas Tzavaras, 
was kind enough to participate in a telephone interview about the Third String Quartet 
-1". h f h' d' . 132 10r t e purposes o t 1s 1ssertat10n. 
Tzavaras described the process of working with Penderecki, who is notorious for 
starting and finishing projects at the very last minute. The world premiere had been 
130 Alan Lockwood, Insite. February 24, 2009. http://www.peakperfs.org/insite/?p=444 
131 Notes from the performers. Courtesy of Donald Osborne, California Artists Management. 
132 Telephone interview, conducted by Amanda Wang on September 2, 2012. 
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scheduled for late November 2008, and the quartet members began receiving pages of the 
score one month in advance, usually four pages at a time (Figure 3.1 ). The score was 
handwritten, and it was necessary for the notes to be transcribed by students onto 
individual parts as each installment was received by email. A very interesting peculiarity 
of this process is that Penderecki seems to have written the quartet starting from the inner 
sections, progressing outward towards both ends, another indication of its symmetry. In 
fact, the Shanghai Quartet had not received either the introduction or the coda section 
until arriving in Poland a few days before the premiere, so they had only a day or two to 
rehearse the Quartet in its entirety. 
This is a somewhat common story among those who have had the opportunity to 
premiere a work by Penderecki. Tzavaras describes the process as extremely enlightening 
in addition to being stressful. Penderecki is described as very humble and knowledgeable 
at quartet rehearsals. He is still very particular about dynamics and articulation, the 
components oftimbre that have been a major concern ofhis innovations since the 1960s. 
Persistent requests by Penderecki to increase the tempi in the Vivace sections, "faster, 
faster," were met with some reluctance on the part of the Shanghai Quartet, who found it 
difficult or impossible to play the faster sections at the requested tempo. In reply, 
Penderecki maintained that it did not matter whether they fit in all the notes, so long as 
the gestures remained intact. 
The Shanghai Quartet has continued to perform the Third String Quartet 
regularly, and as of September 2012, the members were still using the original student-
65 
transcribed parts from 2008. There are small discrepancies in notes and articulations 
between the published score and the videotaped performances. Penderecki often reworks 
or revises his scores., and the unpublished Sinfonietta No.3, an arrangement of the String 
Quartet No.3 for string ensemble, may soon resolve some disagreements. 
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Figure 3.1: A page from the original manuscript sent by Penderecki to the Shanghai Quartet in November, 2008 
In addition to its inaugural formal analysis of the Third String Quartet, this 
dissertation also promised to offer suggestions for the work's musical interpretation, as 
much as that is possible in prose form. The following have yielded a personal viewpoint 
of how this piece could be played: a review of the composer's biography and oeuvre, an 
examination of the Quartet's compositional elements, and the process of rehearsing and 
performing the piece in concert. The Shanghai Quartet members have admirably done 
their share in bringing an original and convincing interpretation to audiences. Hopefully, 
the following recommendations will add to the growing understanding of this work for 
future performers. 
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Introduction 
The opening pedal chord ofE I:> minor, in addition to its tuning challenges, is 
marked with a series of diminuendos from forte to an unspecified dynamic, which then 
returns to forte or mezzo forte. This brings up the questions of what the rate of 
diminuendo should be and what dynamic it should reach. This must be planned out by 
the performers so as not to give the impression of a forte-piano , but instead, a steady and 
natural decrease in volume that remains full enough to support the viola solo line marked 
at mezzo forte. The series of diminuendos are a recurring dynamic that reappears at the 
beginning ofthe succeeding Vivace section (mm. 11-27) and in the cello part ofthe coda 
(mm. 606-609). 
The viola solo line, in the meantime, has the task of playing melodically, which 
requires melodic tuning by using slightly smaller half steps and higher leading tones. At 
the same time, it also has the responsibility of agreeing in tuning with the held pedal 
chord note. For example, the Gi:> in m. 2 and E i:> in m. 3 must be consistent with the other 
instruments', so the half steps around those notes must be adjusted to be closer. 
Considering that the introductory solo line sets up the motivic elements of the 
quartet, the violist should, in my opinion, make an effort to separate motive X from 
motive Y by gesture, something which Penderecki has already made implicit through 
register changes. The repetition of the phrase at the beginning of m. 4 and the last eighth 
note of m. 6 should be emphasized, so that the reiterations are easily perceptible in spite 
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of the registral separations and the contractions in intervallic distances between half 
steps. The last three notes in the viola solo (C-A-B ~) should again be set apart so that 
they are easily differentiated from the half steps that precede them. 
The cello response in m. 5, during the viola's high note, which should be held in a 
way so that the cello can be heard, is marked mezzo forte relative to the viola's forte. It is 
tempting for the cellist to belt out the response given the nature of its upper register, but 
the dynamic and energy should tempered so that it still supports the viola solo line. 
Notably, the cello has no diminuendo at the end of the introduction. The upper strings 
either have a gradual waning of sound, as in the viola part, or a terraced diminution as in 
the violins. 
The cello mezzo forte at the end of the introduction, independent of the other 
instruments' dynamics of piano and pianissimo, proceeds to the downbeat ofthe Vivace 
section. The attacca marked at the double bar before Vivace is most relevant to the 
cello ' s G#, which must not execute a diminuendo because it leads to the Qq at the 
downbeat of m. 11. The higher dynamic in the cello also mirrors the cello ' s mezzo forte 
pizzicatos at the end of the quartet, where all instruments have a diminuendo and 
morendo. 
Another note that should be highlighted above the others is the B~ in the last three 
notes (C-A-B~) of the viola solo. The B~ is a non-chordal tone, but it anticipates the B~ 
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of the next key area, G minor. As in many other instances, Penderecki is careful to 
indicate his intentions through dynamic markings. 
Vivace: 
There are no metronome markings for the Vivace section of the quartet. The only 
references we have for an appropriate tempo are the available online recordings of the 
Shanghai Quartet's live performances and Penderecki' s injunctions of "faster, faster." 
The quartet's tempo at the Vivace section (approximately J. = 96) is likely to be a bit 
slower than what Penderecki originally envisioned. However, since he does not indicate 
a specific tempo for this section (unlike the later tranquillo and ancora piit tranquil! a 
sections at the recapitulation), each group will have to decide how much compromise in 
accuracy they can accept in the faster parts with quintuplets and sextuplets. In passages 
such as mm. 103-106 or mm.141-144, the individual notes do not matter so much as the 
general sense of precipitous motion andferoce characterY3 
Dynamics at the beginning of the Vivace decrease from forte to pianissimo over 
mm.ll-17, and some measures are accented on the downbeats. The accents imply the 
one-measure gestures, but they disappear once the diminuendo appears in m. 15. The 
violist should be wary of getting softer before the indicated time, since several bars of 
accented downbeats establish a desirably mechanical lack of affect. The mechanistic 
temperament of section A should be emphasized as a contrast to section B and also as a 
133 Interview with Tzavaras, September, 2012. 
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musical link to Penderecki ' s earlier quartets, which luxuriated in electronic and sonoristic 
effects. 
One way to underscore the affectless quality of section A is through 
tempered tuning. The minor third ofthe ostinato module should be played slightly wider 
than a melodically tuned minor third, which would narrow the third to highlight the 
minor tonality. Articulation here should always eschew the lyrical in favor of percussive 
effects. The Shanghai Quartet plays the beginning of the Vivace section with short 
detached strokes, perhaps at Penderecki' s behest, even though there are no staccato 
markings. This would imply that notes marked staccato, later in the section, are to be 
played even shorter. Another possibility is to play the quarter notes in mm. 11-1 7 on the 
longer side, to distinguish them from staccato notes, but achieving a rougher (and less 
melodic) texture by articulating closer to the bridge, thereby adding some "dirt" to the 
sound. In general, a pitfall of this section would be to render it too beautifully, in the 
classic sense of full tone, melodic phrasing, and organic progression. 
All the chromatic scales from m. 28 and onwards should be tuned 
harmonically, that is, with notes evenly spaced without thought given to raised leading 
tones, so that crossing instruments will agree with each other in tuning. In the chromatic 
scales given to the violins (mm. 28-34 and mm. 46-55), the steady downbeats from the 
basic module disappear. Accordingly, the violins should try to deemphasize the 
downbeats and focus on bringing out the contours of their lines by being aware of the 
first notes in each chromatic ascent or descent. The irregular lengths of the chromatic 
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scales are more apparent when they are played with utmost regularity in rhythm. The 
pesante episode in mm. 145 - 152 has similar irregular chromatic scales above and below 
the pedal tones D and A. These scales should be played louder than the pedal tones and 
phrased according to their lengths. The difference between the strictly downbeat 
orientation of the modules as opposed to the rhythmic capriciousness of the episodes can 
be made apparent with preplanning. 
Grand pauses are sprinkled throughout the beginning of section A, but with slight 
variations at each appearance. The first grand pause at m. 18 is written with a fermata. 
The grand pauses at mm. 65, 77, and 113 are respectively 3, 2, and 2 measures long 
without fermatas. The difference in notation could mean that the first grand pause should 
not be counted in discrete measure intervals, but should sound out of sync with the 
metronome. As the section progresses, the music gets more insistent, and at the same 
time, more rhythmic, so the following grand pauses must be counted with maximum 
prec1s10n. 
Since the base module quickly grows familiar after several repetitions, the gradual 
introduction ofnonchordal tones (notes which are not part of the G minor triad) should be 
emphasized. The B q harmonic in m. 68 will stand out without much exertion, but the low 
Cl:l in the second violin atm. 79 and the viola hemiola (EI7-G) in the same measure 
require more effort to bring out. 
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There are many instances in which the dynamics of individual instruments break 
away from those of the rest of the group. In most of these cases, there is no question that 
Penderecki meant for the dynamics to be different. For example, the cello often 
continues its louder dynamic even as the rest of the instruments have a diminuendo, such 
as in the introduction, mm. 56-64, and the coda. The first violin stays piano in mm. 71-
76 during a crescendo molto, and the viola's marking in m. 87 explicitly demands 
crescendo solamente per viola, in case there was any doubt. Penderecki ' s first editions 
have been known to contain mistakes in markings and notes, but these particular dynamic 
discrepancies are most likely not editorial mistakes and are apparent in the Shanghai 
Quartet' s performances. 
For articulation, staccato markings are often associated with a lighter bow stroke. 
The section poco me no vivace e scherzando in m. 97 contains the longest series of 
staccato notes in section A, which calls for piquancy. On the other side of the spectrum 
is the pesante atm. 145, a progression of down-bow chords that evoke a heavy Slavic 
peasant dance. Other cases of staccato markings shape a gesture (viola in m. 79) or 
lighten a gesture that has been played heavily earlier in the piece (cello in m. 121). 
The infrequent slurs in section A occur as a special effect, always to achieve a 
whirling circularity, in mm. 105, 115-117, or 141-143. Slurred notes in section A do not 
have the function of enhancing lyricism as they do in section B. This suggests another 
way in which the performers might interpret the first section in a modernist rather than 
neo-Romantic style. Keeping in mind that the gestural aspect of the slur is more 
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important than anything else, the players can pay less attention to discrete notes within 
the slurs, which, as a bonus, makes the most technically difficult portions of the quartet 
much more playable. In this case, frenzy, instead of cleanliness, is the preferred effect. 
The texture of section A could be likened to heterophony, but instead of 
simultaneous variations of one melody amongst four instruments, there are multifarious 
expressions of a very basic repeated G minor chord. The four voices proceed 
contrapuntally and do not blend or interact with each other. Any rhythmic or textural 
deviations, whether they are pizzicatos, harmonics, or anomalous dynamics, should be 
underscored. 
75 
Tempi de valse poco rubato e sentimentale: 
The transition from section A "warms" the quartet up to a more traditional-
sounding part of the piece. The melodious first violin line, which is a world apart from 
the previous section, should take full advantage of the lyrical aspects of string playing, 
such as vibrato or sustained bowing. The remnants of chromaticism that lurk in the 
accompaniment parts (e.g. 2nd violin in mm. 177 -178) erupt during more passionate 
moments (mm. 189-192 and mm. 216-227). These moments take on the traditional 
character of dissonance, with indicators like agitato or poco piu mosso. In comparison, 
the chromaticism of section A is quite cool and controlled. Within both the B and B' 
sections, consonant melodies come with directives such as poco rubato, adagio, andante, 
tranquillo, or ancora pi it tranquillo. The Jekyll and Hyde personae (consonance and 
dissonance) in the Valse and Notturno sections can be exaggerated, usually by following 
Penderecki' s markings. 
The first violin plays the main melody in both the Tempo di Valse and Adagio 
Notturno (although it hands off the repetition of the melody to the second violin and cello 
in m. 203). The valse melody centers around a series of thirds. The first interval is a 
major third, D~ -F (mm. 175-177). The thirds continue with D-B (mm. 178-179), F#-D 
(mm. 180-183), and more explicitly, the major and minor thirds (D-F# and D-Fq) in mm. 
186 and 187. Priority should be given to the triadic notes of the melody, since most 
often, the neighboring chromatic notes of the melody occur at a faster rhythm. Half steps 
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have the quality of commentary, as demonstrated in the accompaniment parts and the first 
violin part in mm. 187 and 188, which are marked down to piano. 
Although the section is marked Tempo di valse, there are many measures that lack 
the downbeats that would render the music more waltz-like. The instruction for poco 
rubato could be executed in a way such that the more squarely 3/4 measures are 
elongated and the other measures (such as mm. 177-178 or 188) are moved through 
quickly. More often than not, the light chromatic sections are less downbeat-centric and 
therefore should move faster. The feeling of three-beat units is more easily preserved in 
the lower strings, by the cello ' s downbeats at mm. 175 and 182, and by the viola and 
cello eighth notes in mm. 188 and 189. The primary object ofthis section is to give the 
impression of dance, whether in two (which it later becomes) or in three, like a waltz. 
Tuning in section B should be melodic, so that notes forming half steps are close 
to each other and leading tones are high. 
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Adagio Notturno: 
The nocturne is the least problematic section of the quartet to rehearse. It is the 
most neo-Romantic in its fully tonal arpeggiations in the accompaniment, so most 
instrumentalists can follow their instincts and training. The players having melody 
should be aware of phrase endings and beginnings (mm. 196, 205). 
The poco piu mosso section starting from m. 215 is sparse in marked dynamics. 
The only indication is the cello'sforte pizzicato. Even though it is not indicated between 
bars 215 and 218, the Shanghai Quartet add a slight crescendo until the thinning of 
texture in m. 219. 
With the fragmented nocturne melody at the Adagio, dynamics and articulation 
markings reemerge. The viola solo atm. 242, between sections Band A' , is a major 
structural event and the midpoint of a symmetric piece. Therefore, the break before the 
viola cadenza and the fermata rest at the end ofthe measure can be quite long (which also 
allows the violist enough time to remove his/her mute). The final pizzicato infortissimo 
is the culmination of the viola crescendo. In order to project that event as stronger than 
the area notes that it follows, the bowed notes can be played with less sound, but plenty 
of gesture, lest the pizzicato sound underpowered by comparison. 
78 
Section A': 
The character and articulation of section A' remain similar to the original. The 
viola begins by combining the basic G minor module with the half steps that prevailed in 
the episodes. Generally, section A' develops with more haste than A. The opening 
sounds like a continuation rather than the hesitant beginning of the first Vivace . The 
tempo, although still marked Vivace , could be given a little more alacrity for a sense of 
purpose, particularly with the written out accelerandos in the measures of instrumental 
cadenza that have replaced some of the grand pauses (mm. 259-261). The reinforced 
Vivace at the end of the bar most likely resets the rhythmic stability without increasing 
the actual tempo. An additional reminder of Vivace atm. 306 urges the players onwards. 
MenoMosso: 
There are slight discrepancies between the published score and the Shanghai 
Quartet's performance here. An example of this occurs in mm. 363-365, where a tremolo 
is not written for the cdlo, but a performance recording shows the Shanghai Quartet' s 
cellist playing tremolo rather than detache. In this case, it might be that there is a 
misprint in the score, and Penderecki intended the more consistent tremolo articulation. 
The Vivace atm. 370 has an additional direction,ferace, so it must be played 
more heavily and in a more unforgiving manner. The ostinato is reinforced by the upper 
strings, whose half-step grace notes can be highlighted to increase the ominous quality of 
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the passage. Two grand pauses with without fermata instead of one grand pause with a 
fermata separate the phrases. Grand pauses without fermatas must be again counted very 
rhythmically. 
The emphasis of the half-step ostinato variation in m. 405 is already written out, 
from the increase in dynamics to its sheer repetition. The change in articulation from 
mm. 410 to 413 , from staccato third quarter note to non-staccato, helps to give weight 
beyond dynamics. The undotted version should be obviously longer, but also have a 
more pesante feeling. 
Section B': 
The gypsy dance is a highly rhythmic section whose polymeters should not slow 
down the endings of phrases. With a singable melody at hand, the articulation of the first 
violin should be smoother at mm. 434-440, to contrast with the down-bow interruptions 
at mm. 441 and 442. The eastern European dance flavor is accentuated by various 
ornamentations: the sixteenth note harmonics in the viola (mm. 434-437), the grace notes 
in the violin melody and cello bass line, and the pizzicatos in the cello downbeats and off 
beats (anticipating the endingpizzicatos). 
The tempo, still Vivace, suits the breathless and somewhat run-on quality of the 
gypsy phrases. One of the very few instrumentation problems in the quartet arises in this 
section. The viola and cello melodies tend to be obscured by the other parts, particularly 
in mm. 448- 452 and 465- 471 for the viola and mm. 472- 478 for the cello. Penderecki 
is certainly aware of this pitfall, as he marks both parts one or two dynamic levels above 
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the other instruments during those solos. His attention to dynamics and details shows an 
impressive working knowledge of the instruments. Any markings should be considered 
carefully. 
Another shift to a fragmented texture occurs atm. 505. The staggered trill 
entrances comprise a written-out trill accelerando across four instruments, increasing 
from triplets to sixteenths to quintuplets, building up to the final trill at m. 512. In order 
to realize this effect, there should be no ritardando or pause going into the downbeat of 
bar 512. 
The transition material after m. 512, while essentially the same transition as at the 
end of Section A', has some differences in dynamics and tempo. Instead of tranquil/a 
piano, the lower strings come inforte. Also, there is no meno mosso after the new 
fermata break on the downbeat of m. 512. The tremolos progress from forte to piano, sui 
pont with con sordino. The two transition passages look similar on the page, but the 
latter should be played with more sense of forward motion. 
The only three specifically marked tempi in the piece occur after m. 517. The 
first metronome marking at the tranquil/a section, J = 60, should be phrased by counting 
each measure in one. The bowing effects are all stripped, and ordinaria style and spare 
texture make for a prayerful mood. The players must be careful not to inject motion into 
the tranquil mood, particularly during string crossings of more active rhythms (e. g. cello 
in mm. 518 and 520). 
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With an even softer dynamic (ppp) coming up atm. 542, the dynamic pp dolce e 
molto tranquillo at m. 531 should be taken with a grain of salt, since it would be difficult 
to get much softer than that. 
Each tranquillo section is slower than the last. The tranquillo at m. 516 is marked 
d=60 (~ =120). Atm. 542, the tempo changes to ~ =72, which is slightly faster than half 
time. The final tempo indication Penderecki gives us, at the coda, returns to the tempo of 
the first tranquillo section (d =60). 
The ancora piit tranquillo atm. 542 is marked subito ppp and sul tasto. To get 
this effect, the quartet may cheat a little bit by adding a small crescendo before the 
downbeat so that they can suddenly drop in dynamic. The tiniest whisper of a sound can 
be achieved by floating the bow near the tip, using no vibrato, and producing very little 
tone. Focused sound should be avoided, and a whistling texture preferred. The section, 
marked ~ =72, should be counted in quarter notes, rather than in full bars like the previous 
tranquillo. With the two violins moving together in quarter notes, there is a chorale-like 
effect that is even more pronounced than in the section before it. 
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Coda: 
The coda and introduction that bookend this quartet have many similarities that 
can be underscored to accentuate their symmetry. For example, the last cello pizzicatos 
in the coda mirror the cello's G# at the end of the introduction. The pizzicato note on D 
is a hold-over note from the resolution chord in m. 613 and therefore looks backward in 
time. Meanwhile, the G# in the introduction looks forward and anticipates the Qq 
resolution. Both times, the cello is one dynamic level above the other instruments. The 
pizzicatos are marked tenuto, piano with mezzoforte in parentheses, while all other 
instruments die away (morendo) to the end. These pizzicatos should be played very 
firmly and evenly without diminuendo since the cello's part mirrors the last bar of the 
introduction. 
The texture of the coda, a melody supported by sustained chords, is also 
reminiscent of the beginning. Likewise, the diminuendos in mm. 606 - 609 parallel the 
series of diminuendos that start the piece and can be highlighted in the cello as a 
reminder. While the coda starts with melodies in the two violins, it eventually comes 
back to the piece's originating instrument, the viola in m.620, which can be voiced more 
prominently to show this relationship. 
In conclusion, an understanding of the motivic devices and formal structure of the 
Third String Quartet as well as some knowledge of Penderecki' s compositional · 
background can contribute greatly to its interpretation. 
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